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‘Third Appendix to Volumsé I.

Analytieal exposition . I
“of the Fugue in Beethoven's Sonata; Op. 106.N-B.

st Part: A.-Exposition.
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-movemert of Beethovens opus 106_. a work of -elementary power.

#ing of unrest__ the lack -of pleasurable ease.) - ) , C
. Only Frequent and finished performance, and the provigion of a complete view of Beethoven's intellectual
procedume, «an make hesil mgainst, and pessibly overceme, this unpopularity. The editor has tried hoth ways,
" in order 4w 7lift this piece, decried as “ugly and unpianfstic” but really masterful and full of genius,to its rightful
place befiore the public. In this he has merely followed Hans von Bilow, whose model edition of this Fugue
s supplemented here in eme direction. . " - . -

(1) . The theme comprises oily 6 measures. Of this we furnish two proofs: (1) In the course of the Fugue,
‘Segins the theme with the sixth measure.

- ) . o
Theme

Motive C-qa_'l} }LJe' subdivided thus:

B >
§

is regarded as thematic. At the same-time, a special type of the -diatonic- passages is refained.

N:B. We should not. regard the study of the piano-rague (which is in fact, the chief aim of the Well-tempered -
+Clavichord) as gompletely concluded, without a mentiom of the climax. of all piano-fughe ‘composition, the last

By ‘he illumination of its formal strueture, light is also thrown on its conception; mothing in this fugue is so
.ghscure :and turbid-as %o expluin its undeniable wnpopularity. (We should rather ascribe it to the immanent feel-

‘filre. theme is mever exactly r@mﬁmeﬂ beyond the - sixth measure; £2) the “canon cancrizans” in the third part,

(2) In this Fugue, the movement in sixteenths in itself, without reference to the succession of its inté;'fais,
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| Imitation of inner part.
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Counter-subj. I'and II in angment.,set in one par‘!:.
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of a stretto, in contrary motion and augmentation, between, Soprano and Bass. St_x'ettq;like play with thematic motive
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and Alto. umtatmg (8- meas) Extension of 1-meas. sequence motive to 2. measures. Four repetltlons of the. same,
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Development with Theme fragments in the Canon canerizans.
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(2) F§ is both the last note of counter- subjeet III, and the first of the theme.
(8) Thls counterpomt a rhythnuc variation of C.S. 1, -enters before the latter, and thus forms a umque canon.-
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Sequence. 11 repetitions of Th, B. in the contr, motion of the - :
a 1-meas. formula. _ - camon canerizans. - - - Th.B.in the contr. motion of the Original,
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 4th Part. Inversion,
Transition. [“Theme I Comtrary motion.

o

L > | | C.S.II.. (.:ontr.mot. |

g7 - - _ : — =~ % 2
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Theme in contr motion in remote key. Purallel passage to 1st Part, B (mcomplete) Free eontinuation.
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' ﬁ) Bulow regards the. trﬂls a8 “a trlple dimimition o;t the theme! If this were the case, the notes in.the auftakt
‘would have fo” be sixteenths, ‘We _perceive, consequently, only a simple diminution (the: ha.lf of the original. note-

. valde), and regard the trills -as quartar notes abbreviated by rests. An una,brldged presentatmn ofthls passage
. would, therefore probably" be thus _
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Frame W T2 It was not written so, because of
H— —F————} its impracticability on the piancforte.




Bth Part, A. Novation.
New Counter-sub.lect IV}, at first as an independent fugue_theme.
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(1) A Fughetta in the Fugue; like a theatre on the stage, on which an mdependent plece is playedm comrecuon
with, and affecting the plot- of, the prmclpal play
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5th Part, C. Stretto in direct and contrary motion,
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Another inversion of the
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(1) The dominant organ-point, which, as a rule, closes the fugue, is here only an alarm-signal preparatery to -
the appearance of the serious and final organ-point. Though lasting, for the ear, ‘only through four measures, it -
really extends, for the mind, through twelve measures and twe beats _ if not even to the commencement of Part-VL
_€2) The. soprano is set here in two parts; in the fifth measure thereafter the bass is doubled In the octave.
Imagine the passage for string- orchestra, the violins dipisi in places, and ilie bass part taken by the'celli
and double -basses. : S B - - o
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Theme in direct and contrary motion simultaneously,
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f)“At this point the so-called stretta begins) says Biilow with a mistéxen choice of terms. In contrapuntal
terminology, with which we now have to do, the s/reffz or stretfo signifmés a‘close” leading. of the theme in se
veral parts. In the homophonic forms, on the other hand, we do, in point of fact, understand under the term
“stretta” that portion of tlie Coda which, in accelerated tempo and intenbified expression,“liastens” toward the

close (strimgendn = hastening, accelerating). The distinction between Coda:and. Stretta is; for example, very c_avid_e'nt'

in the great ZLeonora overture, . _ : .
(1).Here the soprano completes the theme interrupted in the alto, by taking up the sixth measure an octave bigher.
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._'*) Here ine pol_yp_hbny, and therewith the Fugue proper, comes-td an end.The coda now following, so Brilliunt and
‘1mpetilou§ in pianistic effect and ¢onception, closes what might be called the series qomposing the Sonata for Hup
merclavier,’ ' ' ’ '




